For wherever the hand moves, there the glances follow; where the glances go, the mind follows; where the mind goes, the mood follows; where the mood goes, there is the flavour (1977, 17).
Manomohan Ghosh provided a similar translation:
Where the hand goes eyes also should go there. Whither the mind goes Psychological State (bhdva) should turn thither; and where there is the Psychological State, there the Sentiment (rasa) arises (Ghosh 1975, 42 ). This passage is often cited, yet seldom has it received commentary which discloses the pregnancy of its full meaning in terms of the state-of-being of the classical Indian performer.
As Kapila Vatsyayan has indicated, the critical texts on Indian aesthetics are primarily of two quite distinct types: on the one hand are discussions of the nature of the aesthetic experience itself pursued by various schools of philosophical thought; on the other are manuals which focus on form and technique (1968, 7). While Nandikesvara's Abhinaya- darpanam is of the second type-primarily a technical manual for the performer-this passage is important because it links the technical treatise with the underlying philosophical assumptions which inform performance itself. My purpose here is to provide an alternative, more literal translation of the passage and an accompanying exegesis. My rereading of the passage is from the viewpoint of a scholar of performance/performer rather than as a Sanskrit expert. I began by asking you to join me in rereading both the Coomaraswamy and Ghosh translations presented above. The general impression given in both translations is that of sequential movement-going from here to there. Implied is a stimulus (wherever) and a response (follow). The primary verb chosen in the two translations is the active "to go." While it is certainly possible to read "goes"--and the succeeding verb "follows" -as simultaneous rather than sequential, the directional indicators "wherever," "there," "where," "whither," and "thither" certainly imply It seems to me that one of the major reasons why the sloka is so important is that it makes use of the state-of-being verb (tato) and is therefore a summary of what in Indian theatre is considered an optimal, nonconditional state-of-being-in-performance-the bhava of the actor and the rasa of the audience are both nonconditional states-of-being. I contend there is no suggestion of sequentiality or conditionality in the original, and to introduce even a hint of movement or conditionality is to skew the meaning. Coomaraswamy does introduce "is" in the final clause; however, the clear impression is that the rasa (flavor or sentiment) is "there" as the result of a sequential process of movement. Certainly Ghosh's use of "to be" coupled with "arises" in the final two clauses of his translation is an improvement over Coomaraswamy, however slight, since again a conditional state is suggested by "arises." In sum, the passage might simply and literally be translated as:
Where Is the choice of the English verb in translation of this passage important? It is. From the performer's point of view, the nonconditional state-of-being is possible only for a master, while the conditional is typical of the neophyte. An example from training will illustrate the difference.
In the earliest stages of training in highly formalized and stylized Indian dance and dance-drama forms, the teacher supplies an initial stimulus. In kathakali or ktiyadttam training the student, sitting in front of the teacher, is instructed to focus his eyes on the teacher's finger and follow the pattern it traces. Next he learns to focus his eyes where the hand moves, at first self-consciously tracking the movements of his hands. The eyes follow in response to the initial stimulus of directional hand movement. The beginner must also self-consciously trigger the mind to follow where the eyes have gone. The neophyte is easily distracted and must be deliberately reminded to keep his mind on what he is doing.
Similarly in kathakali and kutiyt.tam the student must master his facial musculature so that it can serve as a conduit for the embodiment of the emotional state or condition (bhdva) demanded by the dramatic context. At first, he is only able by sequential, conditional repetition and reminders from his teacher to bring even a hint of bhdva into his performance.3 In summary, then, sequentiality and conditionality are the conditions of the neophyte's earliest attempts at performance. Even when at the technical level the eyes are going where the hands are moving, seldom is the student's mind yet "there" nor has bhdva filled out the forms.
My objection to the use of an active rather than state-of-being verb in translating this passage is that it implies the performance of neophyte rather than master. And clearly the Abhinayadarpanam is describing the optimal condition of a master. The sloka summarizes that state in which there is no sequential intentionality or conditionality. Only as the student moves toward mastery is he able to actualize that state. The master and his technique are one-he is what he does at each moment. The state-of-being verb establishes this condition as one in which four elements (hand, eye, mind, bhdva) are simultaneously present within the performer. This de- eyes are a predominant medium for gaining "knowledge" or affecting something or someone (Eck 1981 , 6-7) . When a devotee takes even a momentary glimpse (darsdn) of a divine image, there is contact and an exchange, not a simple "looking." The eyes are the window to one's internal condition. They are a conduit and zone of modulation between forces of good or evil from outside in (the evil eye) or inside out (using one's mental power, manasdkti). In possession the ritual performer's eyes manifest the deity's power (sdkti) and presence. In aesthetic performance like kathakali the eyes reveal emotional states through stylized forms. Behind the stylized form for embodying "fury" is the performer's subtle psychosomatic control of the internal prana-vayu. When "fury" is displayed externally in the facial muscles by contracting the lower lids, raising the upper lids and eyebrows, the vdyu (air/wind/breath/life force) is "pushed" into the eyes from the navel, providing an internal psychosomatic realization of that emotional state for the performer. He might be said to be "seeing" (furiously) from within-from the navel. "Where the eye [is]" is where there is simultaneously outer and inner seeing. 
